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Within and between: Integrative 
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Abstract 

This article explores the notion that some of the many exigencies of performance 
could be addressed by implementing key elements of Kendo, a Japanese martial 
art that involves the use of a practice sword, in training. Pivotal to this work is the 
notion that increasing the demands placed on the muscles used for breath and 
subsequent vocalisation in a training environment prepares the performer for 
easier vocalisation in performance. A series of exercises have been devised to 
explore these concepts, as well as investigating further uses for the sword in 
performer training. 
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Introduction/author’s notes 

Many of the concepts explored in this article are found in other martial arts and 
performer training systems from around the world, however as I was introduced to 
them through Kendo, it is through that lens that I explore some of these notions in this 
article. It is important to note that, while very much an international sport, Kendo is 
born from and remains immersed in the Japanese culture and language. I am not 
Japanese, I do not speak the language, and acknowledge the hazards implicit in any 
translation.  

This work began as an artistic exploration of an encounter that I had with Kendo as a 
teenager. Kendo, meaning ‘the way of the sword’, is the sport of Japanese fencing, and 
‘a form of physical culture’ that retains connections with its samurai heritage by way of 
its ‘concern for decorum, ritual, character development, and spirit’ (Green 2001, 
p.249). I was fifteen when my friends and I discovered that our high school science 
teacher had competed in the sport for years, at a high level. Our teacher agreed to run 
regular training sessions for us and patiently instructed us in the physical and 
philosophical ways of Kendo. My friends and I were a motley crew of various heights, 
shapes, sizes and degrees of fitness, but these discrepancies did not seem to matter 
under the equalising and ego-bruising nature of Kendo. We would fight with light and 
flexible bamboo swords called shinai and train with heavy oak swords called bokken 
(Broderick 2004, p.16). Kendo training and the culture that went along with it provided 
us with the perfect setting in which to discover ourselves, explore the trichotomy of the 
body, the voice and the mind, and improve our levels of fitness. The exercises we did 
began to deconstruct our physical idiosyncrasies and clumsy high-school identities and 
reconstruct us as people who were resilient, had stamina, were less negatively self-
conscious and were more in-tune with our bodies. It taught us, even in moments of 
crisis, listen quietly to the messages our brain receives from the rest of our bodies and 
engaged us in exercises that often made the body ‘speak up’ about what it has to say. 

Our teacher was tough but, contrary to some ‘tough’ instructors, he stirred in us a drive 
to push ourselves to our limits. He made the space we trained in a space in which it was 
okay to fail. Years later, as a theatre student in university, I found myself longing for the 
hall in which we practised Kendo, for the exhausting but focused exercises that drilled 
an economical approach to movement, for the inner ‘quiet’ that would come from 
training hard, the awareness that you were engaged in a lifelong endeavour, and for the 
culture of accepting paradoxes as a part of any training system. For example, that one 
could be training to attain perfection while understanding that one would never be 
perfect. 

It was this desire to recreate those conditions that led to the creation of this work and 
its subsequent workshops. I am grateful to the many talented performers who have 
taken part in these exercises over the last few years, who have been invaluable in 
developing the work, many of whom feature in some of the images used in this article.  

It is with deference to the dedicated practitioners of Kendo that I acknowledge I am not 
one of them and that my exploration of these concepts, thought the lens of theatre 
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training, is an artistic interpretation of their world and a clear departure from the strict 
forms and terminology of the sport. This is a theatre maker’s exploration of the 
concepts that first made him think about the integration of thought, voice, and 
movement.  

Key philosophies 

This ongoing project seeks to investigate whether the implementation of Kendo-based 
exercises and approaches to training can be of benefit to a training performer. There 
are many potential benefits to practicing Kendo that have been understood in the 
Kendo community for a long time but whose application in actor training is yet to be 
evidenced. This method of introducing elements of Kendo to actor training has been 
workshopped on several occasions including as part of an assessment at the One Voice 
Centre for Integrative Studies in New York, a University of Tasmania Honours project, 
at the inaugural AusAct Australian Actor Training Conference hosted by Charles Sturt 
University, and explored as part of summer school programs at the Western Australian 
Academy of Performing Arts. It is pending more vigorous testing over time, so 
observations are made by the author, incorporating feedback from workshop 
participants and raise questions to be explored further, rather than presenting evidence 
of objective outcomes.  

The notion of extrapolating performer training exercises from Kendo was first explored 
as an assessment project as part of a certification in Integrative Studies from the One 
Voice Centre for Integrative Studies in New York. This involved developing the work 
solo over a one-year period, and then workshopping the results with a group of 
performers and performance coaches over a limited 2-hour period. The following year 
as part of an Honour’s degree, volunteer University of Tasmania acting students 
participated in 10 weeks of workshops exploring the hypothesis. In 2018, ideas and 
exercises developed in this period were presented at the AusAct Australian Actor 
Training Conference in Wagga Wagga, hosted by Charles Sturt University. The panel on 
which this project was presented, and the subsequent workshop that was delivered, 
added more elements to the work and refined the philosophies that have driven the 
project. One notable outcome has been the distillation of the framework Working in 
Three Spaces (the title of the presentation and workshop) to Within and Between: 
Integrative Performer Training and the Sword. This reworking eliminates the third 
‘space’ and focuses in on the first and second spaces ‘within’ and ‘between’ as 
potentially powerful lenses with which to view, categorise, and train the elements of 
performance that these exercises explore. The goal of grouping certain elements 
together as ‘the space within’ and ‘the space between’ is (once these elements have been 
understood on a basic, physical level) to give a performer two simple checks to perform, 
that can take place both before a performance and while onstage. They are: ‘What is 
happening within?’ And: ‘have I considered the spaces between?’ 

Elements of this training have also been developed as a counter to the tendency of 
performers to receive their training separately through classes in voice, movement, 
acting etc. While there is obvious specialisation that comes from training with a distinct 
focus, separate from the demands of integration (or ‘putting it all together’), this project 
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has sought to provide a complementary structure in which to facilitate the integration 
of these elements. A typically siloed approach to training often leaves the integration of 
voice, movement and thought processes up to the performer and frequently this can 
occur perilously close to the performance dates. On the merit of integrative training, 
practitioner Experience Byron states: ‘’Well into the 21st century, we are at a juncture 
where the industry has evolved. However, the demands on the performer have 
become increasingly inter-disciplinary, the training of the performer still tends to 
take place within an outdated set of categories’’ (Byron 2014, p.2). Navigating the 
friction between disciplines can be a demanding process for the performer, and training 
should address these ‘in-between’ spaces. Perhaps the most eloquent argument for 
training that better prepares the performer for this is the old adage: “a ship in harbour 
is safe, but it is not what a ship is built for”. 

Kendo itself requires a demanding and integrative approach to training as a 
combination of mental, physical, and vocal efforts is required, largely simultaneously. It 
is this integration of sometimes distinct elements that positions the exercises to ready 
performers for the exigencies of performance. This particular work has been developed 
sometimes in line with, and other times in response to, existing integrative approaches. 
Performance coach and author Joan Melton incorporates voice into physical routines 
resulting in a combined physio-vocal approach and teaches that the pursuit of technical 
accuracy should be undertaken with playful exploration (Melton 2003, p.xiii). This 
notion of playful exploration has been adopted throughout the creation of this work.  

Another aim of implementing Kendo-based exercises is that Kendo is seen as being able 
to ‘build physical endurance, and sharpen reflexes’ as well as develop a participant’s 
‘concentration, determination, and strength of character’ (Broderick 2004, p.8). It is 
through pursuing these outcomes that Kendo reveals itself as concerned with the 
unification of mind and body, an arguably favourable result for any training performer. 
Early in the twentieth century actor/director Vsevolod Meyerhold, stated: “Training, 
training, training! But if it’s the kind of training which exercises only the body and not 
the mind, then no, thank you!” (Leach 2010, p.26). 

The fundamental principles that this work seeks to illuminate may not in themselves 
provide immediate remedy for specific exigencies (for example, singing while tap 
dancing, or integrating text and movement) but aim to instil in the performer tools 
useful for analysing and exploring these areas of friction, as well as building the 
confidence and resilience needed to explore these ‘in-between’ spaces. As 16th century 
artist and master swordsman Miyamoto Musashi said: “If you know the way broadly 
you will see it in everything” (Harris 1974, p.47). 

Methods 

The principle behind using one of our species’ oldest tools, a stick, is that it provides an 
extension of one’s sense of self that allows you to train a spatial awareness that would 
be otherwise unattainable without one. In addition to this, the excess weight and the 
changing influence that this weight can have on our balance when we swing the stick 
makes it an illuminating tool for analysing internal weight shifts and alignment and can 
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put into crisis our notion of our physical ‘centre’. For these purposes, the ‘centre’ can 
refer to our centre of mass, our centre of gravity/our sense of balance, or the imaginary 
line that bi-sects us medially. For some of the exercises, a sense of the combination of 
all three is required.  

As with all aerobic exercise, any physically demanding exercises using these sticks (or, 
if possible, bokken: heavy wooden practice swords) will also influence our breathing. 
Highly physical exercises with these principles in mind can reveal the smaller workings 
at play in movement and vocalisation. It is a tool for the kind of investigation and self-
diagnostics that occur in actor training. This article will explore two of the exercises 
developed with these outcomes in mind. 

Exercise 1: Suburi and the space within 

A fundamental element of Kendo is the practice swings called suburi. This is the 
repetition of a strike/cut made to an imagined opponent with all the form and intention 
that would be engaged if there were a real opponent standing opposite you. This phrase 
is often repeated hundreds of times each session, sometimes at different speeds and in 
slightly varying patterns (see Plate 2). It is used to drill poise, efficiency of movement 
and economy of breath/energy, as well as instilling an attitude of readiness and a 
physicality like that of a coiled spring as yet unsprung. The action of suburi, for all the 
exertion required, has the effect of increasing the potential energy at a performer’s 
disposal by way of the fitness gained and the mental fortitude developed through 
drilling these actions many thousands of times. This structure recognises the 
illuminating effect that exhaustion can have on interpreting the messages of the body. 
Participants are encouraged to work in this demanding model, but to understand their 
own limits and safety should always be paramount. It is intended that suburi build 
stamina, resilience and economy of movement. It is also intended to provide a 
framework in which to experiment with creating sound in unison with physical acts 
that place the body into crisis while maintaining a mental state that is primarily calm 
and focused. In Kendo, as in many martial arts, a Kiai is used. A kiai is a personal and 
powerful yell, cry or scream and a demonstration of fighting spirit (Broderick 2004, 
p.44). It is important that this occurs in unison with the climax of other actions. A 
principle in Kendo, is ki-ken-tai-ichi, loosely translated in English as ‘the spirit, the 
sword, and the body as one’ (Broderick 2004, p.47). In Kendo competition, the spirit is 
‘identified’ by the strength or nature of the vocalisation, and this has been adopted into 
the framework for theatre training purposes.  

The manner in which we hold the sword/stick in this exercise is very important. 
Musashi instructed (and this is also the technique in modern Kendo) to grip the sword 
tightly by your little finger, but loosely by the other fingers. Musashi states, ‘Fixedness 
means a dead hand. Pliability is a living hand’ (Harris & Musashi 1974, p.55). This 
notion of the ‘living hand’ is directly applicable to the use of props and the interaction 
with other onstage objects. In his text on actor training, The Invisible Actor, Japanese 
actor and director Yoshi Oida speaks of this, saying that the samurai’s grip keeps his 
movements both ‘strong and free’ (Marshall & Oida 1997, p.24). Oida expands on this, 
referring to movement more generally ‘If you focus your strength elsewhere, nobody 
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can see it in operation, and your movements will seem more effortless … by thinking 
about these regions, you have directed your attention away from your head, or neck, or 
legs (where muscular tension creates visible problems for the actor)’ (Marshall & Oida 
1997, p.24). This concept is very important when conducting these exercises.  

 
Plate 2. A basic swing, beginning from middle stance. 

The exercise is as follows: 

 The right leg is slightly forward of the left leg, with your weight being evenly placed 
between the two and the feet are roughly shoulder-width apart. The right foot is flat on 
the floor, while the heel of the left leg is slightly raised. This leaves you ready to move in 
any direction, pushing off with the left foot and sliding your front foot in the direction 
of travel. The legs should never cross, as they do in conventional walking. One should 
remain tall and balanced. The hilt of the sword/bokken or stick is held with both hands 
(approximately 10cms apart) with your left hand near your naval, the blade extending 
up and out on a diagonal line towards the head-height of an imagined, mirrored version 
of yourself, approximately a metre and a half away. The sword should be in line with 
your medial line/centre, the hilt emanating from your centre of mass, with your centre 
of gravity/point of balance being directly below your pelvic floor. This is our ‘middle 
stance’ and it is based on Kendo’s ‘Chudan no Kamae’ (Broderick 2004, p.40).  

The sword is then raised in an arcing motion over your head until the tip of the sword is 
behind you, and then swung in a strong, straight manner, over your head and towards 
the head of your imagined opponent, stopping the blade at their head-height (this can 
be achieved more easily through a gentle inwards twist of the wrists, as if trying to 
wring water from a cloth). This is the moment of the strike. As the blade is being swung, 
one slides their right foot forward and just as quickly as that has happened, their left 
foot slides forward so as to remain in the original stance. Also, in time with the raising 
of and striking with the sword, one inhales deeply, and exhales or vocalises at the 
moment of the strike. The sword is lowered back to its position in middle stance as one 
takes a step backwards with the left leg (the right leg quickly following suit) to find 
oneself in the stance one began in, and ready to repeat the phrase again. Repeat this 
process many times.  

Director and author Eugenio Barba described the concept of Sats: the moment 
immediately preceding an action, the impetus that generates and informs the action, 
the ‘pre-action’ (Barba & Fowler, 1995, p.39). The moment of sats will physically and 
mentally determine the qualities of the action. In competitive Kendo, the combative 
elements dictate that we try to quieten or disguise this moment of Sats. This is a useful 
concept, though of course, in performance some of our best work comes from 
illuminating for the audience the moments of pre-action. When practicing suburi, the 
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performer should experiment with masking the impetus to move, creating each swing 
as spontaneous and distinct from the last, and repeat this process many times. 
Conversely, the performer should also use this gesture exercise to explore 
acknowledging the impetus to move i.e. ‘Where does this action begin?’ ‘What is the 
sequence of events that is triggered that results in the moment of the ‘strike’? 

Kendo offers a complementary term to succeed sats and the moment of the action. 
Zanshin, meaning ‘the remaining mind’, describes an awareness that follows every 
action, a ‘continued spirit’ (Broderick 2004, p.49). In a performative setting, it is a 
respect for the moment that you have just taken part in and a wariness of the moments 
yet to come. A moment of calm reflection and analysis, in real time, of your actions on 
stage, it is the is the continued assessment of your last move that will inform your next 
one. While not every performer would like to carry this with them on-stage, it could be 
argued that it is important to have zanshin in the rehearsal room and in training. For 
the exercise of suburi (and in the hope that it will have wider applications for the 
performer) it is important that contained within the phrase is a clear moment of sats 
(the impetus preceding the action), the strike (the action itself), and zanshin (the 
‘remaining mind’). 

Variations to the suburi are designed to engage slightly different muscles, or to create 
alternate points of crisis for the body and breath/voice. The performer will feel exertion 
in the upper body but most of the sensation will occur in the abdomen, especially while 
generating sound. One should always be asking ‘are the changes I’m making conducive 
to vocalising and moving, or do they make the task more difficult?’ On a much larger 
time scale it is important for the participant to ask, for example, ‘do my observations 
change with poor health or increased age?’ Some suggested variations on this simple 
gesture exercise are as follows: 

9.  Introduce different dynamics for the phrase. For example, take more time 
identifying the moment of sats before striking very quickly, or vice versa. One could 
do fifty suburi at a reasonable speed, paying attention to correct form, before doing 
another fifty at a much faster pace.  

It is important to continually make observations about the results in real time: at what 
speed does it become difficult to maintain the correct steps of the action? At what 
point does exhaustion affect one’s form? Does the voice become exhausted at the same 
point in time as the rest of your body? Is there a point beyond exhaustion that one 
finds it is possible to ‘rally’ and return to speed and form? 

It is in these moments of crisis that the body/voice connection can be best explored. It 
is possible to begin to understand the notion of ki-ken-tai-ichi (‘the spirit, the sword, 
and the body as one’) when, at the first point of exhaustion, if the decision is made to 
‘dig deep’ and continue, the kiai/voice will become strong again, heralding a return to 
form and pace. Training a sense of this feeling is arguably an important feeling for a 
performer to understand. Using this sense of ‘inhabiting’ completely a moment of 
action, and understanding the elements it is comprised of, a performer could not only 
train the voice and body for these powerful moments but could, outside of the training 
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space, use this sensation as an abstract stimulus to explore those areas of performance 
that are most heightened and powerful.  

10. The voice initially involved should be a free and unrestricted shout on a pure vowel 
that is only sustained as long as the moment of the strike. After some time, 
however, play with sustaining the sound beyond the moment of the strike, or make 
a more staccato sound. Experiment with using different pitches and dynamics. 
Introduce text: first, in a staccato, one syllable per strike manner, then in a manner 
that the suburi is occurring separately to the flow of the text. One could even speak 
through the text, only performing a strike on key grammatical markings or major 
beat changes. These variations should also be conducted while singing. What 
observations can be made about the voice/body, and again, are these changing 
elements conducive to the task or distracting? 

11. Instead of sliding the lead foot forward as you swing, use the forward momentum 
to introduce a ‘stomp’. This should occur in unison with the strike ‘landing’, and 
the exhalation or vocalisation. Experiment with allowing this stomp to affect the 
voice and conversely play with attempting to isolate the voice from the effects of 
the stomp. Japanese director/trainer Tadashi Suzuki said of the performer/ground 
relationship ‘The way in which the feet are used is the basis of a stage 
performance. Even the movements of the arms and hands can only augment the 
feeling inherent in the body positions established by the feet. There are many 
cases in which the position of the feet determines even the strength and nuance of 
the actor’s voice’ (Suzuki & Rimmer 1986, p.6). Whether sliding or stomping, the 
position of the feet (hip-width apart, right foot a little forward, left foot slightly 
back with the heel raised slightly off the ground) is an arguably valuable stance to 
have as a part of a performer’s ‘muscle memory’. Contrary to the typical ‘actor’s 
neutral’ that can be found in many approaches, this stance is one of readiness. 
Within this training framework, readiness (the ‘upbeat to sats’) is our new neutral.  

12. Suburi can be incorporated into the ‘sitting statues’ (see Plate 3) exercises 
developed by Tadashi Suzuki (Carruthers & Yasunari 2004). This is very physically 
taxing, but from this point of crisis, economy of movement becomes paramount. 
Suzuki also uses ‘sitting statues’ (though the result of incorporating suburi is a 
dynamic, moving, gesture exercise) to train voice (Allain, P. 2002). It is important 
to maintain a ‘softness’ throughout the face, neck, and upper-body, despite 
swinging the heavy wooden sword and the extra demand placed on the abdominal 
region when in this position. A lack of tension through the face and neck, coupled 
with the increased engagement in the abdomen, seems to allow for free, and 
creative voicing to take place, despite the difficulty of the exercise. Participants 
from the University of Tasmania series of workshops spoke text from poems and 
contemporary Australian theatre, as well as singing (with the pieces ranging from 
nursery rhymes to arias from Puccini) from this difficult but dynamic position. 
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Plate 3. Suburi in a ‘sitting statue’. 

This exercise of suburi interrogates the elements of voice (breath), movement (balance, 
weight shifts, alignment) and thought (impetus/sats, the moment/ki-ken-tai-ichi, and 
zanshin: the remaining mind) that are internal. We can categorise this basket of 
elements as the space ‘within’. This is the performers inner-world and each of its 
elements, in a trained performer, should be under their control. While the breaking up 
and analysing of these elements is an intellectual process, the purpose of suburi is to 
connect these sensations and assign them to muscle memory. The goal is to create a 
performer who can instinctively check, and create with, the myriad of conditions that 
affect and comprise voice and movement.  

Exercise 2: A fight for centre 

Our second modality is ‘the space between’. This is the notion that, building on and 
beginning with the actions that occur in the space within (the space of control), we then 
have a space of influence. The desired outcome of the following exercise is to develop 
the notion that the spaces between performers are the sum of the calculations 
happening within each performer. Through implementing the use of a wooden sword 
or stick in this exercise, the goal is to allow a physical conversation, spoken only 
through the haptic feedback delivered by touching sticks, that gives one a sense of one’s 
partner’s inner machinations while also granting the same insight to them. 

 In Kendo, as in most combat, and as it is onstage, inter-personal distance is very 
important. From the martial arts we are presented with the notion of Maai. Maai is the 
“dynamic combination of timing and distance” (Broderick 2004, p.49). Contained 
within the concept of maai is also the notion of ‘seizing the chance’ (Ozawa 1997, p.38). 
It is a concept that refers not only to the space between two combatants, but the time it 
would take to cross that distance, not just to strike the opponent but to strike the 
opponent in a manner that involves the sword, the body, the spirit as one. Too far 
apart, one reaches and stumbles and loses, too close and the result is messy and 
cluttered, and the action isn’t dutifully carried out. It could be argued that an 
understanding of maai would be pivotal for actors. 

Not only do common factors in performance like blocking and choreography affect all 
possible maai, but the time it would take to cross the distance between performers to 
touch or ‘influence’ them can be determined by character decisions and intentions. 
Instinctively, we make these tiny calculations all of the time in every-day life. It’s how 
we maintain and navigate personal space and though this is an in-built mechanism, a 
simple term to describe such a complex process could be a useful tool in a performers 
belt. Much creative work could be done between scene partners (be they fighting, 



HARRISON WITHIN AND BETWEEN 

fusion journal  |  www.fusion-journal.com | Issue 15 (2019) 80 
ISSN 2201-7208 | Published under Creative Commons License (CC BY-NC-ND 3.0) 

moving in for a kiss, or crossing the stage to make tea) just by giving the direction 
‘consider your maai’. 

The alignment and balance that comes from being in our middle-stance (as mentioned 
earlier) presents an interesting and stimulating dilemma for partner work. Instead of 
(as we do in the suburi exercise) imagining a mirror-image version of oneself standing 
directly opposite, stand opposite a partner, similarly equipped with a stick or bokken 
(see Plate 4). If your stick extends perfectly from the naval to your partner’s head height 
(though standing apart, as before approximately a metre and a half away), to an 
observer looking straight on, you should be perfectly bisected, the stick drawing a 
medial line down your body. 

 
Plate 4. Partners aligning for ‘the fight for centre’. 

In this middle stance the stick should be in line with your medial line/centre, the ‘hilt’ 
emanating from your centre of mass, with your centre of gravity/point of balance being 
directly below your pelvic floor. Now the partner, standing opposite takes up the same 
stance, mirroring you, with their stick displaying an extension of their own centre, 
perfectly bisected. If both participants are staying true to their centre line, those sticks 
are now being made to occupy the same space, even if only by a few centimetres. This 
presents the participants with a fight for that shared centre (see Plates 5 and 6). It is 
important not to stare at the tip of your ‘opponent’s’ stick, but rather, try to take in the 
whole picture, and rely more on the haptic feedback you’re are getting through the 
stick. Musashi spoke also of a ‘two-fold gaze’ – perception and sight, perception being 
strong, and sight being weak (Harris 1974, p.54). This is very much in line with the 
notion of ‘soft focus’ from Anne Bogart and Tina Landau’s Viewpoints work. They 
describe soft focus as ‘the physical state in which we allow the eyes to soften and relax 
so that, rather than looking at any one or two things in sharp focus, they can now take 
in many’ (Bogart & Landau 2005, p.31). The philosophy behind this endeavour is that 
by removing the demand for information from the eyes that the actor may start to be 
sensitive to their surroundings in other ways. Musashi, over 400 years ago, said ‘it is 
important to see distant things as if they were close and to take a distanced view of 
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close things’ (Harris 1974, p.54). This is an important notion when implementing this 
exercise. 

 
Plate 5. Moving through the rehearsal space while attempting 

to gain/maintain control of the centre line.  

 
Plate 6. Experimenting with different distances during ‘the fight for centre’. 

In this exercise one cannot maintain one’s own centre except at the expense of your 
partner’s and vice versa. The connection of these mirror images, and the haptic 
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feedback you suddenly get about your partner, offers you a glimpse into their ‘first 
space’. You get a sense of the many small ways they are altering alignment and shifting 
weight to try to gain this ‘shared’ centreline. It is in this friction that the entire 
combative side of Kendo exists, but in actor training this is a valuable exercise as it 
extends our focus from the space within to the space between. This is the beginning of a 
sense of working in both ‘spaces’ simultaneously and provides a near instant group of 
‘pre-flight’ checks that can be performed before entering the stage or repeated on stage 
from moment to moment. It should be stressed that we drill these exercises so that we 
can consider and make choices based upon ‘the space within’ and ‘the space between’ in 
a manner that isn’t an overly intellectualised process, rather a more organic one.  

As with suburi, singing and speech can be introduced to this exercise. This approach 
has been devised to complement other training methods. When introducing speech to 
the exercises participants of the workshops used text that they had already explored 
through the lens of other practitioners or that they were exploring as part of currently 
running rehearsals or productions. These new exercises added another dimension to 
the work of practitioners such as Constantine Stanislavsky, Michael Chekov, and John 
Barton, as the participants navigated the dynamics prescribed by the style and text 
while also experiencing the subtle shifts in dynamics elicited by ‘the fight for centre’. 
What is most important is that the performer is listening to their body and making 
truthful observations. 

Conclusion 

A key area of value in which this approach positions itself is the identification, 
interrogation and addressing of physical, vocal, and psychological idiosyncrasies, 
possibly due to prior training methods or old injuries, that the training performer may 
not be aware that they are carrying. The aim of each of these Kendo-based exercises is 
to increase body awareness, thereby informing the possible creative choices a 
performer can make, as well as training the body/breath/voice relationship that tension 
and bad habits can often influence or hinder.  In the vocal training of Catherine 
Fitzmaurice, what is referred to as ‘destructuring’ work, explores the ‘letting go of 
habitual breathing patterns and reconnecting consciously with the autonomic nervous 
system, which breathes for us when we are not thinking about how to breathe’ (Melton 
2003, p12). The importance of first ‘unlearning’ the habitual to better learn the 
performative is present in the approaches of many other performer training methods. 
Ellen Lauren says of director/trainer Tadashi Suzuki’s work that it ‘asks you to do 
movements that are not seen in everyday life, but that take the body out of a habitual 
way of learning’ (Carruthers & Yasunari 2004, p.97).  

The notion of training ‘in two spaces’ or structuring the analysing or creation of 
performance in this manner, seeks to simplify the job of the performer and to give clear 
outcomes to our training as well as to clearly distinguish the modes in which we train. 
This may have applications in real-time for performers or may be able to be used as a 
more detailed framework for choreographing or directing, as well serving as an 
analytical structure for reviewing actions after the fact. While the grouping of 
seemingly disparate elements (though it is hoped that the exercises reveal the true 
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interconnectedness of them) into the two groups of ‘within’ and ‘between’ may begin as 
an intellectual process, through the repetition of these simple exercises that explore 
these elements, the goal is for the training performer to gain a sensory understanding 
of each of those elements.  

When we put the body into crisis we also hope to, with a quiet mind, observe the most, 
and, having made these observations, better understand the instrument we inhabit. 
When reflecting on the workshops, participants provided the following insights into 
their experience of their training: 

- “I felt that my focus, breathing and voice improved because of the exercises.” 
- “we didn’t have to intentionally think, we can just do and be and focus […] 

connecting to a deeper instinct of listening to the body and therefore giving 
truthful reactions. I got out of my headspace and learned to just physically be in 
the actions and the movements. The repetitions helped to instil it in the body 
memory” 

-  “I had more awareness of how I can move and how I wanted to control my body 
(and voice), particularly in physical theatre.” 

- “The workshops really helped with my physical discipline and I really enjoyed 
the sword aspect. I thrive off exercises that incorporate the body and spirit and I 
felt the lessons were just that. It felt great to push through my own personal 
boundaries and to 'not give up' during certain exercises. It also gave me a great 
understanding of my stage presence and it re-affirmed my belief that 
immaculate stage presence doesn't come from height, but self-belief in your 
craft, your character and most importantly, your physical presence.” 

-  “The militaristic nature of repeated uniform action in a group setting with an 
inward focus manifesting in our kiai was an experience I felt altered my state of 
consciousness. A ritual mindset I think is an essential element, or at least tool, 
for any performance.” 

Future iterations of this work will seek to exemplify the concepts outlined here by 
documenting and surveying a large group of participants who have undertaken a 
prolonged engagement with these exercises (as they are in their current form). There 
are currently twenty exercises that have been developed for this method over the 
various workshops that have occurred to explore these principles and future work 
would seek to reassess the value of each of these, with the aim of (once the parameters 
of ‘effectiveness’ had been established) selecting the most effective. A scientific 
investigation into the anatomical nature of the ‘crisis’ points established by the work 
would be welcomed, as would further artistic exploration of the potential of this work. 
Further consultation with practitioners of various training methods to better establish 
what other structures for training this approach could complement would also further 
strengthen the training method.  
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